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ABSTRACT
Portugal's foremost keyboardist of the Baroque
period was Carlos de Seixas.

His music, however, has been

overshadowed by that of his eminent contemporary Domenico
Scarlatti.
This thesis is an attempt to bring Seixas's music
out of obscurity and into the concert hall.

It includes

biographical material, structural and theoretical analyses
s'a'f
that are based on all of his known keyboard works, and
%7r!g£fe'“v,•
••*•
guidelines for the performance of the works.
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SECTION I
Introduction
The present knowledge of the keyboard music of Portu
gal is very limited.

With the exception of a few research

papers such as "Os Musicos Portuguezes, biographi -bibliographia" by the Portuguese musicologist Joaquim d i Vasconsellos and the Diccionario Biographico ae Musicos Portuguezes
prepared by Ernesto Vieira, another Portuguese im sicologist
of reknown, very few references to Portuguese ke; board music
can be accounted for.
y

%

■ '

It is known, however, that the organ and

; ..

he harpsi

chord were important instruments in the court of Alphonse V
(1478-1481) and that Portugal's ambassadors freqisntly
invited artists from Italy and Spain to make cone?rt tours
throughout Portugal (Kastner 1950, p. 2).
It is also known that keyboard music reacht d a devel
opmental highpoint during the eighteenth century w Lth
musicians such as Domenico Scarlatti and Padre Ant nio
Soler in the Iberian Peninsula.
Portugal's foremost keyboardist of this period was
Carlos de Seixas who, unfortunately, has remained a rather
obscure composer whose works have been overshadowed Iy those
of his eminent contemporaries.

1

The beauty and unique less of

2

a great portion of his work, however, suggests that its
importance may have been unjustly overlooked and has, there
fore prompted the present study.
The documents referring to the family and life of
Carlos Seixas are scarce.

Barbosa Machado, author of the

Biblioteca Lusitana, who is believed to have been a personal
friend of Seixas provides the most reliable source of
information on this topic (Kastner 1947, p. 15).
Jose Antonio Carlos de Seixas was born in Coimbra,
Portugal, on June 11, 1704, to a family of the petite
bourgeois.

About his mother, Marcelina Nunes, nothing is

■iMi.

known in particular.

His father, Francisco Vaz, who held

the post of organist of the Coimbra Cathedral, was the first
to discover the musicality and precocious talent of young
Carlos.

The discovery led to lessons, at an early age, with

his father although it is believed that Seixas also studied
the organ at the St. Teotonio monastery in Coimbra.

By the

age of fourteen, Carlos had succeeded his father to the
position at the Coimbra Cathedral.

He remained at this

post for two years before moving to Lisbon in 1720 (Kastner
1947, pp. 15-23).
Upon his arrival in Lisbon at age sixteen, Seixas
displayed such ability at the keyboard that he was, almost
immediately, awarded the position of organist of the St.
Patriarch Basilica (the Royal Chapel).

The following year,

the Italian composer-harpsichordist Domenico Scarlatti was

3

invited by King John V to come to Portugal in order to teach
the keyboard to his daughter, the Infanta D. Maria Barbara.
Scarlatti's duties would also include the directorship of
the Royal Chapel.

A meeting between Seixas and Scarlatti

was arranged by the King's brother and former student of
Scarlatti’s, the Infante Don Carlos, who asked Scarlatti to
test Seixas' abilities.

An account of the meeting by Jose

Mazza, an eighteenth century historian, reveals that.
Scarlatti had barely seen Seixas place his hands on the
keyboard before he recognized the giant by the finger and
exclaimed, "Your grace it is you that can give me lessons."
•3.'-• ' ' , ’•
.
X..,'v.,'
.';.’
^
At a subsequent meeting with Don Antonio, Scarlatti told
him, "Your highness you commanded me to examine him, but
'■-r
V< 1•**■ ^
»" Sr'-':' - ^ ^
\
2 ‘ X.
I must tell you that he is one of the greatest masters I
have ever heard" (Kastner 1947, pp. 47-60).
The Seixas-Scarlatti relationship that followed
lasted eight years (1721-1729) and, although it is difficult
to determine which musician exerted the greater influence
on the other, it is probably safe to assume that Seixas was
exposed to a great deal of the art and technique of the
harpsichord through the duration of the association (Kastner
1947, pp. 58-59).
Although Seixas lived a short life— he died in 1742
at the age of 38— he nevertheless composed a number of works
for various media including approximately 150 sonatas and
minuets for the keyboard.

His orchestral compositions

include an overture, a sinfonia, and the concerto for

?Sr

'
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keyboard and string orchestra.

Sacred compositions include

a Te Deum and several motets for 4 and 5 voices with
orchestra.
Unfortunately, the original manuscripts of all of the
Seixas compositions are believed to have been lost.

The

Kastner editions— two volumes of Cravistas Portuguezes and
80 Sonatas Para Instrumentos de Tecla— are based on copies
of the manuscripts that are preserved in various Portuguese
libraries including the National Library of Lisbon, the
■/
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Royal Library of Ajuda at Lisbon, the Coimbra University
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Library, the Public Library of Evora, the Archives of the
''
'■' ' ' •
Patriarchal See in Lisbon, and others.
It is on all of the available keyboard works of
::tPr
/SB
Carlos de Seixas that this study is based. The purpose is
■

not only to create an awareness of this forgotten eighteenth
century composer, but also to provide guidelines for the
performance of his works by means of research in the following
areas:
1.

The development of keyboard music in general with
special attention to the sonata in both the Baroque
and Classical periods.

2.

An analysis of the Seixas works.
a. The keyboard sonatas.
b. The keyboard concerto.

3.

The performance practices of the period.
a. A study of the musically expressive factors
found in the sonatas.
1. Ornamentation.
2. Dynamics.
3. Tempo.
4. Rhythm.
5. Phrasing.

b.

The placing of Seixas' concerto within the
framework of its genre.
1. The musically expressive factors.
2. The size of ensemble.
3. The instrumentation.

SECTION II
The Development of Keyboard Music
The earliest known keyboard music dates back to the
first half of the fourteenth century.

The two and three-

part pieces found in the Robertsbridge Codex (1320) are
believed to be some of the first examples of notated organ
music.

Other small collections such as the Sagan, Winosen,

and Breslau manuscripts show that interest in keyboard music
had grown considerably by the beginning of the fifteenth
century.

It was not until the late Renaissance and Baroque

periods, however, that keyboard music really began to gain
importance.

During this period from about 1550 to 1750, the

keyboard achieved a repertoire of its own as more composers
singled out works specifically for the instrument (Gillespie
1965, pp. 16-17).
Several compositional forms that applied to the key
board were developed during the early Baroque period (16001650).

Among the favored forms were the ricercare type

pieces and the canzona type pieces.

Also favored were dances

and stylized pieces of rhythmic nature which were either
tied together randomly or tightly integrated into a suite
as well as pieces of improvisatory nature for the lute or
solo keyboard (Grout 1970, p. 329).

6
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*5••:»--‘W?:$•*•***■'■'

7

The ricercare type pieces were serious, somewnat
short compositions for organ or harpsichord.

The theme of

these monothematic, one-movement pieces was developed in
an imitative fashion.

Similar to the ricercare was the

sinfonia (extended ricercare).

The sinfonia consisted of

a continuous development of an initial chromatic subject in
which the melodic line remained unchanged while the rhythm
was subjected to augmentation and diminution.

The addition

of countersubjects and different scales was common, and the
sinfonia ended with a great climax.
. % - •

'

^ v v ,s

■

...

The ricercare type
•

■

pieces (ricercare, sinfonia, fantasia, and a host of other
names used interchangeably) eventually led to the fugue
(Grout, pp. 329-332).
;'K:
'1
The canzona type pieces, in contrast to the ricercares, had lively themes that featured a distinct opening
rhythmic figure (J/7J) that has become associated with them.
This compositional form favored by the Italian organist
Girolamo Frescobaldi (1583-1643), often had as many as ten
sections that varied in character, tempo, and texture.
Countersubjects and double counterpoint were a common addi
tion to the canzona although, in general, the themes were
derived from popular songs, and the work was written in a
light-footed style (Bukofzer 1947, pp. 50-51).
As the ricercare evolved into the fugue, the multi
sectional canzona became the Baroque sonata.

The fugue and

the Baroque sonata, along with the suite (partita) and the
theme and variations, were favored and developed during the

8

mature Baroque (1G50-J750 ).

Sonatas for solo harpsichord (or unspecified key
board instruments) appeared as early as 1641 but, except
for occational works such as the sonatas of Della Ciaja
and Kuhnau, they would continue to make scattered appear
ances until about 1740 when works by composers such as
C. P. E. Bach and Giuseppe Alberti suddenly flourished
(Newman 1959, pp. 50-56).
It must also be noted that although the term sonata—
in use since the sixteenth century— had a varied array of
meanings during the Baroque period it ucually designated a
piece of several movements for few instruments (mainly the
violin) and a basso continuo.

Based on the later forms of

the canzona, the early sonata came in two somewhat distinct
.■
/'
••
v
!'r. 7 ’■'£■ i •* ’•/.
••
versions: the solo sonata and the trio sonata. The solo
sonata for violin, continuo instrument, and basso instrument
was multisectional like the canzona.

The major emphasis, in

this type of sonata, was placed on the virtuoso capabilities
of the violin such as doublestopping, complicated scale and
arpeggio passages, and large leaps.

The trio sonata, also

a multisectional work, avoided the virtuoso material of the
solo sonata and concentrated on the contrast between move
ments (Harman and Milner, p, 294).
The fugue was based upon one, two, three, or sometimes
more themes called subjects.

The melodic character of the

fugue was more defined and had a livelier rhythm than that
of the ricercare subject.

The subjects in the fugue were

9

enunciated by several voices or parts in turn, and were
subjected to contrapuntal treatment.

Also typical of the

fugue, in contrast to the ricercare, was the use of short
episodes that were characterized by a lightening of the
texture, and by the use of sequence.

While the ricercare

conformed to the modal system, there was a clear dominanttonic relationship in the fugue (Grout, p. 378).
Much of the clavier music of the late Baroque took
the form of the suite.

This compositional form came in two

varieties: the French suite and the German partita.
The French suite, characterized by the 'Ordres' of
Francois Couperin (1668-1733) sometimes consisted of as many
■''.' 7
. '■
as 20 or more short dances. Most were in dance rhythms and
bore titles such as courante, sarabande, gigue, and others.
These highly stylized dances were of a light texture, with
delicate melodic lines embellished with many intricate orna
mentations, but were concise and identified with stylistic
French trends (Grout, p. 381).
The German version of the suite, the partita, by late
seventeenth century consisted of at least four dances in the
following specific order: allemande, courante, sarabande,
and gigue.

The dances were each characterized by a partic

ular rhythm and tempo, were all written in the same key, an ’
conformed to the same formal pattern: the first section
modulated to the dominant key and eventually cadenced in the
new key while the second part began on the dominant, modulated
to related keys only to return eventually to the tonic.

An

10

introductory prelude (or intrada) was sometimes added as
well as extra dance movements after the sarabande or the
gigue (Grout, p. 384).
The keyboard sonata, during the Baroque period,
designated a bipartite piece of one or two themes which,
with occasional interesting variations, followed the formal
structure of the individual dances of the suite or the par
tita.

The suite (or partita), in fact, was entitled chamber

sonata (sonata da camara) so that it could be differentiated
from the church sonata (sonata da Chiesa) from which the
V;
. 'v-y.
dance titles had been removed for reasons of propriety
•*- r
-',.
.;■
si&y,’
”...
•e 137).
:
t-Mv,
(Palisca 1968,.*p.
Towards the end of the Baroque period the sonata form
■

began to take hold in Spain and Portugal.

I. the hands of

Scarlatti's pupil, composer Padre Antonio Soler (1729-1783)
in Spain and Carlos de Seixas in Portugal, the form attained
new heights.
New trends in music began to appear towards the second
half of the eighteenth century.

Ideas based on the ideals

of symmetry, balance, and clarity began to make an appear
ance; hence, the idea of contrapuntal harmony gave way to a
haimonic homophonic style and the long melodic lines typical
of the Baroque were abandoned for shorter, expressive, but
more concise themes.
It was in the period between J.S. Bach and W.A. Mozart
The Pre-Classical Era--that the sonata, as we still use it
today, became a specific musical form.

By Mozart's time the

11

sonata consisted of three or four movements.

Now the first

movement— the sonata-allegro— consists of three essential
sections: the exposition, the development, and the recaitulation.

In the exposition the themes are stated (at

least two themes are required): the first theme is stated
in the tonic key and the second, or other, theme is stated
in a related key.

The development begins as soon as the

themes have been exposed.

In this section the themes are
.

submitted to modulations, variations, and whatever other
devices the composer may contrive.

Eventually, the reca

The last movement may also be written in the sonataallegro form although the preferred form in the Pre-Classic
era was the rondo: a basic theme with alternations of new
themes eventually returning to the main theme (Gillespie,
p. 148).

SECTION III
The Sonatas of Carlos de Seixas: Analysis
With the exception of the keyboard works of Bernardo
Pasquini (1637-1710), who composed harps'chord sonatas
modelled in the form of the violin sonata, Italian keyboard
music progressed little after Frescobaldi (1583-ld43) and
remained in this state until works of Domenico Scarlatti
(1685-1757) made their appearance (Harman and Milner, p. 316).
Scarlatti’s move to the Iberian Peninsula in 1720 and
,
•._
■ ..
.
■
•.
his subsequent work with Padre Antonio Soler at the Escorial
Monastery in Madrid and with Carlos Seixas during his stay
at the court of King John V of Portugal is the reason he is
considered a unifying factor between Italy, Portugal, and
Spain (Newman 1972, p. 259).
At the time of Scarlatti's arrival in Portugal, his
keyboard works were limited to one-movement sonatas that
were later published and modestly entitled Essercizi per
Gravicembalo (Exercises for Harpsichord).

In contrast to

some of Scarlatti's later works, the majority of these
sonatas are of a simple bipartite form with a first section
that modulates from tonic to dominant with the modulation
in reverse in the second part.

The basic form, of course,

holds true in general; yet, there are many interesting

12
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variations in the thematic organization within the sonatas
(Harman and Milner, p. 316).
The form of the Seixas sonata bears many similarities
to that of the Scarlatti sonata, but ther« are significant
differences also.

The intent here is not to make a critic?1

comparison of the work of the two men but rather to indica ,e
the outstanding characteristics of each in order to highlight
parallels and dissimilarities as they arise.
Many of Scarlatti's early sonatas display a strict
adherence to symmetry in regards to both the length of tlr. 5
sections and the contents of each section.

In these son? tas

not only are the two sections of the same approximate le? gth
-t-M'|:y>
- ‘'■J/* AV
*.'
but the thematic material within one section reflects (i

j•

■

reverse modulatory order) that of the other.
'r

' * ■ 'V'

-

.

'V

‘

Only on ra e

-'“ 'v . • ••

occasions do Seixas works exhibit this type of symmetry.
Three works: Sonata No. 45 in G major (The enumeration o:
sonatas is based on that of Kastner's 80 Sonatas Para
Instrumentos de Tecla), Sonata No. 40 in F major, and
Sonata No. 22 in D minor have halves of equal length.

In a

few instances, the second part is even shorter than the
first as in Sonata No. 15 in C minor that has a first part
of 48 measures and a second part of 43 measures, and Sonat
No. 5 in C major with 22 and 19 measures respectively.

In

the instances where there are equal measures in both parts,
the symmetry does not appear to always extend itself to the
musical content since the second part is not in any way a
repetition of the first part.

14

Sonata No, 21 (Example No. 1) has an allegro con
sisting of two halves of 16 measures each.
Example 1.

With the

Sonata No. 21 in D major, Seixas, m. 1-5; 17-2?,

-...- f f i “~ f =:=f
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exception of the similarity of the first five measures in
each part, the remainder of the material is different, and
the two parts do not even represent a suggestion of a mirrorimage effect.
Sonata No. 55 in G minor is similar to a second type
of Scarlatti sonata.

Several groups of motives, beginning

in the tonic, are exposed in the first part as shown in
example number two.
motive.

Measures 1-5 expose the main idea or

The second motive (m. 12-16) is a rhythmic one as

well as the motive contained in measures 34-37.

Modulations

lead the thematic ideas to the second main theme (based on
the second motive) in the dominant by measure 30.
second
■ -V r.

P

Examp1
52-58,

In the

the first theme (measures 52-58) is exposed in
, i .t

'

1 , , v

•'

'

.

• ,

<‘

i ' ,

I

' **

... Sonata No. 55 in G minor, Seixas, m. 1-5; 12-16;
0-74":
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Example 2 Continued.

the dominant whereas the second theme (measures 70-74) is
now exposed in the tonic key.

Also, this is one of only

six Seixas sonatas with a second part shorter than the first.
A great majority of the Seixas sonatas, then, have a
second part that is longer than the first.

The following

analysis of Sonata No. 6 in C major is a clear cut example
of the lengthening process.

The first thematic idea is five

measures (m. 1-5) and is exposed in C major.

Immediately

following is a twelve measure long passage, in C minor,

17

Example 3.

A

,

Sonata No. 6 in D major, Seixas, m. 1-5; 6-9.
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based on the motive in measures 6 through 9 and with a
resolution in G major.
The second part begins with the reexposition of the
first five measure idea in the dominant G.

The four measures

that follow are new transitional material that modulate
through the subdominant F and returns, surprisingly, to C
minor (see m. 46-49 in Example 4) cadencing on C (this
section would be expected to be exposed in the dominant) as
it is exposed in the tonic in the first half.

The section

ends with twelve measures of closing material; the first
eight measures (Example 4) of which appear to be based on
the opening theme.
In Sonata No. 65 in A major the lengthening of the
second is even more dramatic.

The first part contains 45

18

Example 4.

Sonata No. 6 in D major, Seixas, m. 46-49; 50-53.

measures whereas the second part consists of 65 measures.
This represents a sizable increase in measures but, unlike
Scarlatti's comparable sonata, the increase is based on the
progressive development of only the ideas presented in the
first half.

Sonata No. 16 in C minor has a first section of

63 measures and a second section that is almost twice as
long at 120 measures.

In this sonata, as in the previously

mentioned one, only the themes present in the first part are
developed in the second part.
The first movement of Sonata No. 10 in C minor con
sist of 133 and 257 measures in each part respectively.

The

development is truly impressive: there are more than two
main motives accompanied by an extensive derivation based
on the motive material.

At the same time there is much
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modulation and technical difficulty in both hands.

It is

Kastner's belief that this is one of the few sonatas in
which Seixas develops the piece in thematic sections like
Scarlatti and Soler, rather than by the sole use of progres
sive thematic figuration (Kastner 1947, pp. 67-68).
Many of the Scarlatti sonatas exclude the exact
restatement of the initial theme, in the dominant, at the
beginning of the second part.

The ideas presented in the

second section, then, do not always mirror those of the
first part.

Omissions of this type are practically non

existent in Seixas sonatas (Kastner 1947, p. 71).

The most

dramatic example of a thematic omission in the second half
occurs in Sonata No. 47 in G major (Example 5).
Example 5.

Sonata No. 47 in G major, Seixas, m. 1-5; 48-50.
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In the second half of Sonata No. 47 the theme is not
restated exactly and the section opens with a thematic
development that begins with a secondary idea of the first
theme (Example 5, m. 5).
Some of the Seixas sonatas have a second part that
begins with the restatement of the initial thematic material
in the tonic followed by a development or variations in
various keys concluding with the closing theme in the tonic.
Kastner's edition of Cravistas Portuguezes I and II
bring to light the works of other Portuguese keyboard com
posers of the Baroque.

A sonata by Frei Jacinto (a contem

porary of Seixas) is included in the publication as well as
works by Pedro de Araujo and Manoel Rodrigues Coehlo.
Kastner's editions entitled Silva Iberica Volumes 1 and 2
contain the works of several Iberian composers of the six
teenth and seventeenth centuries including Antonio de Cabezon
(1510-1566) ard Giovanni Maria Trabaci (ca. 1575-1647).

Th«

works are ill in one movement..
It is Kastner's belief that Seixas was the first
Iberian to compose sonatas of more than one movement.

Many

of these sonatas have an allegro that is followed by one or
more dance movements in a format that is somewhat reminescent
of the German partita and the French suite.

The strongest

influence, however, appears to be the sonati da chiesa and
sonati da camara of Italian composers such as Vivaldi and
Corelli (Kastner 1947, p. 88).
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Sonata No. 44 in G minor consists of five movements:
Allegro, Adagio, Andantino, Amoroso, and Allegro Assai which
are all in the same key.

Sonata No. 57 in A major is in

three movements: Allegro, Adagio, and Allegro Assai.

In

both sonatas, variety is achieved between the movements via
the alternation of fast and slow tempos.

In Sonata No. 57,

however, the second movement is in the related minor key—
a format that approaches the violin sonata of the mature
Baroque.
%

In Sonata No. 59 in A major, there is strong evidence
of a cyclical approach.

This sonata in three movements,

Allegretto-Adagio-Allegro, was obviously conceived as a
complete unit.
"'P.
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All three movements appear to be tied to.•
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gether by a relationship between the main themes of the
Allegretto and the Allegro movements.
how Sei

Example No. 6 shows

manages to preserve a strong semblance of unity

in spite of the difference in time signatures.
Example 6. Sonata No, 59 in A major, Seixas, Allegretto
m. 1-2; Allegro m. 1-2.
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The minuet is the dance form that most often appears
in the Seixas works.

Seixas cultivated the minuet diligently

and, like Scarlatti, wrote a number of bipartite sonatas
which he entitled minuet.
The Seixas minuets are, generally, not as elaborate
as the allegro movements they follow and in some instances,
appear to be a continuation of the main thematic idea of the
first movement.

Example No. 7 shows the similarity between

the movements in Sonata No. 21 in D major.
Seixas, Allegro m. 1-2;

All three movements in Sonata No. 14 in D minor show
some striking similarities.

Note in example number eight

how the descending fifth pattern present in each movement
serves a unifying purpose.

All of the movements in the

sonatas of this type are invariably in the same key.
The other dance form favored occasionally by Seixas
is the gigue.

In the keyboard concerto it appears as the

third and final movement.

However, in the four sonatas that
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Example 8, Sonata No. 14 in D minor, Seixas, Allegro m. 1-3;
Minuet I m. 1-3; Minuet II m. 1-3.
Allegro
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the gigue is used (No. 22 in D minor, No. 29 in D minor,
No. 40 in F major, and No. 54 in G minor) it is placed con
sistently between the opening allegro movement and a minuet.
Noticeably absent in Seixas' output is the fugue.
This compositional form was not a part of Iberian tradition.
Other than a small number of primitive fugues by Antonio de
Cabezon (1510-1566), few samples of Iberian fugal composi
tions exist.

The preferred form was the tento--the Iberian

---------—------
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counterpart of the Italian ricercare— since the improvisational liberties allowed in this form attracted the hispanic
composers more than the scholastic impositions of the f*ugue.
The small number of fugues attributed to Seixas, therefore,
are lacking in most of the elements that have come to be
associated with the form, (Kastner 1947, pp. 94-95).
The subject of Seixas' fugue in A minor, for example,
begins to dissipate soon after the countersubject is intro
duced. Also there are no imitations, episodes, reexpositions,
'’
* !
•
' K /iJi;
' - v - ' iir'*'
’.
or inversions, and the piece is bipartite: Sonata No. 48 in
.v:;
.
::
G major, on the other hand, is not entitled fugue in spite
of its obvious fugal conception.
iv'g' tiff" : ~

site

The subject (Example 9)

.

is exposed in the tonic G, and in the dominant B before
iffv
modulating to E minor after which it dissipates.
m M t
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Example 9. Sonata No. 48 in G major, Seixas, m. 1-5.
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These fugues, in contrast to the other Seixas sonatas,
are leaning towards polyphony but when the imitative writing
is approaching a degree of believability the spell is broken
by the addition to notes for the mere enrichment of harmonie
A curious thing occurs in the first movement of
Sonata No. 8 in C major.

This allegro is not a bipartite

form; the only theme (Example 10) is exposed three times,
first in C major, then G major, and E minor.
Example 10.
28-29.

Sonata No. 8 in C major, Seixas, m. 1-2; 12-1 1;
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The theme undergoes a brief development during the
E minor exposition after which the main theme is exposed in
an abbreviated version and is followed by a brief coda.
Sonata No. 9 in C major is identical in form to Sonata No. 8.
Once again, there is one main theme— apparent!' based on the
theme of Sonata No. 8— that is exposed three times (C major,
G major, A minor) before returning to an abbreviated reca
pitulation in C major followed by a short coda.

The use of

this particular form is limited to these two three-movement
sonatas.
Technically the music of Carlos Seixas is bland in
comparison to that of Scarlatti's.

However, the relatively

small portion of Seixas works that contain examples of
virtuousity such as wide leaps, hand-crossing, and intri
cately woven passages are sufficient to demonstrate Seixas's
command of the keyboard.
The difficulty of the material in Sonata No. 44 in
F minor, for instance, is almost evenly distributed between
Example 11.

Sonata No. 44 in F minor, Seixas, m. 20.
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the hands.

Measure 20 of the same sonata (Example 11) pro

vides a sample of hand-crossing technique.
Sonata No. 50 in G minor is one of few works con
taining large leaps and imitations of the lute or possibly
the guitar (Example 12) by means of repeated notes.
Example 12.

Sonata No. 50 jn G minor, Seixas, m. 23-26.

Example 13.

Sonata No. 50 in G minor, Seixas, m. 44-45.

' ■VK

-

' :
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This sonata also has a relatively heavy texture and in sec
tions uses four voices very effectively (Example 13).
The quick, thirty-second note passages in Sonata
No. 9 in C minor (Example 14) may also be considered clever
guitar imitations.
Example 14.

Sonata No. 16 in C minor, Seixas, m. 26-27.

SECTION IV
The Baroque Concerto
The compositional form that came to be known as the
concerto during the Baroque period was based on several
practices that together produced the dominant orchestral
form of the period.

The fundamental practices out of which

the Baroque concerto grew were the concertato principle,
the use of a firm bass against a florid treble, the organi
zation of music into a major-minor relationship, and the
realization of an extensive work through the union of separ
ate autonomous movements (Grout, p. 398).
The concertato principle originated in the sixteenth
century in Italy and was made famous by Willaert, the choir
master of San Marco, who introduced the elements of space
and contrast into music.

His works involving the use of

two opposing choruses, with the occasional -addition of an
instrumental section in alternation or in unison, created
the echo effects that would be important to later Baroque
composers (Bukofzer, p. 20).
The emergence, around 1680, of a system of tonality
that established a gradated system of chordal relationships
between the major-minor tonic triads and the seventh triads
was decisive in the history of harmony and music (Bukofzer,
p. 219).
29
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The year 1700 is believed to be the year that the
concerto spread beyond Italy and into Germanic lands.

After

1715 and the Amsterdam printing of Vivaldi's concerti Opus 3
and Corelli's concerti Opus 6, the concerto became a much
sought after orchestral form (Hutchings 1961, p. 15).
The first to take significant steps towards the
development of the concerto were the Italian composer-vio
linists Arcangelo Corelli (1653-1713) and Giuseppe Torelli
(d. 1708).

Corelli was the first to fully realize tonality

in instrumental music.
; ifflbXi

His Twelve Concertos, Opus 6, pub

lished about 1712, are the earliest examples of concerto
grosso.

This particular orchestral form was an instant

success that was vastly imitated (Bukofzer, p. 222).
Corelli divided the orchestral ensemble into two
groups: the tutti or ripieno and the solo section or con
certino.

Each group had its own continuo section to allow

for flexible performance independent of the other.

The

concertos, structurally speaking, were mere aggrandizements
of the trio sonatas for violin and cello.

Thus, while the

integral sound of the string trio above a continuo section
was preserved and exposed by a concertino, the order, number,
and shape of the movements remained interchangeable with
that of the suite, partita, sonata, and other compositional
forms (Hutchings, p. 21).
The development of the concerto grosso continued and
reached evolutionary highpoints with the works of Antonio
Vivaldi (ca. 1678-1741), Frederick Handel (1685-1759), and
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Johann Sebastian Bach (1685-1750).

The works by these

composers constitute some of the best and most enduring
examples of the form.
With Vivaldi, for example, the concertino section
was expanded to include as many as four violins.

Textural

enrichment was achieved through the use of wind instruments
in addition to strings.

Along with his persistent explo

rations with different types of instrumentation in his con
certos (concertinos consisting of oboe and violin, or two
cellos, for instance), Vivaldi also took some steps towards
the solo concerto by having each of four violins (Concerto
Grosso, Opus 3, No. 10) of the concertino step forward to
' :

■

‘

execute their independent solos (Veinus 1945, pp. 20-22).
The concert! grossi of Handel are almost entirely
contained in his Opus 3 and Opus (5.

The first set consis

ting of six concertos is for winds and strings and, because
of the instrumentation of the concertino, have been dubbed
the oboe concertos.

The six concertos in Opus 6 are for a

ripieno consisting of two violins and solo cello.

The

arrangement of his ripieno and the use of independent continuo sections are reminescent of the Corellian concertos.
Handel's part in the development of concerto grosso form was
due to the way in which he varied the number of movements
(from two to six movements) and the variety of styles in
which his concertos are molded.

Handel’s concertos, for

instance, make use of the solemn style of the French over
ture in alternation with the gigue and the stylized dance
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form of the suite (Veinus, pp. 25-26).
The concerto grosso reached its developmental peak
with Bach who explored and perfected in his six Brandenburg
Concertos all of the previous work done by the other com
posers with regards to instrumentation and inner structure
within the genre (Veinus, pp. 26-27).
Concurrent with the development of the concerto grosso
was the development of the solo concerto.

Vivaldi worked

assiduously with the form which, with few exceptions, con
sisted of three movements— a form established by Torrelli-arranged in a fast-slow-fast order.

As with the classical

concerto, the first movement provides the entire work with
a formal imprint.

The orchestra plays an opening tutti,

from which abbreviated recurring orchestral passages (ritornelli) are drawn.

The ritorneilos alternate with the solo

passages and the movement ends with a tutti in the tonic
(Kolneder 1970, p. 54).
The Baroque concerto was generally conceived for
strings since the outstanding masters of the form were vio
linists (Corelli, Torelli, Vivaldi and others).

The first

specimens of solo keyboard concertos are attributed to Bach
although it is argued that the works are mere transcriptions
of violin conceptions.

Reenforcing this argument is the

fact that many of Bach's multi-keyboard concertos— the con
certo for four claviers and two of the three concertos for
two claviers— are transcriptions of violin works by Bach,
Vivaldi, and others (Veinus, pp. 54-57).

Some of the most significant solo keyboard concertos
of the Baroque, however, are the organ concertos of Handel's.
Of the four volumes of organ concertos that exist, two were
printed during Handel's life while the remaining two were
published posthumously.

The first two publications are

dated 1738 and 1740 and specify "for the harpsichord or
organ" (Veinus, pp. 62-63).

SECTION V
The Orchestral Works of Carlos Seixas
The compositional activities of Carlos Seixas were
not limited to the keyboard sonatas but extended also to
include the areas of vocal and instrumental music.

From

time tb time he was required to work with the small instru
mental groups of the Academias— gatherings of a cultural
nature that were popular in the aristocratic salons of
eighteenth century Europe.

For academias such as these,

attended by some of the best musicians and music lovers of
the time, Seixas composed three works that are now preserved
in the Library at Ajuda (Kastner 1947, p. 121).
The French influence is noticeable, at once, in the
first work of the collection entitled Overture.

This

orchestral work in D major is in four sections.

The first

section bears the title Staccato instead of the expected
Grave of the French overture.

Kastner states that the

staccato title indicates not only that the staccato should
be observed in the modern sense of the word, but also that
the dotted notes should be performed with the accentuation
and articulation of the French overture, and also that it
was necessary to emphasize each phrase and rhythmic unit.
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The first section of the overture is slow and is
followed by a fast section that unlike the French and
German fugato stays away from polyphonic and contrapuntal
treatments.

The entire slow-fast section is repeated in a

manner that is truly reminiscent of the French overture.
The movements that follow the Staccato bear the titles:
Andante, Siciliano, and Minuet.

Noticeably absent are

dances of French origin such as the Gavotte, the Bourree,
the Passepied and others that are traditionally included in
the form (Kastner 1947, p. 122).
The orchestral ensemble for the aforementioned work
consists of a string quintet, first and second oboe, first
and second horn, first and second trombone, timpani, and
continuo.
The second work contained in the Ajuda collection is
the Sinfonia in B flat for an ensemble consisting of first
and second violins, viola, and basso continuo.

The three

movements are arranged in the order: Allegro-Adagio-Minuet
(Allegro).
A third work included in the same Ajuda Library col
lection is the concerto in A major for keyboard and string
orchestra.

The work is in three movements which are: Alle

gro, Adagio, and Gigue (Allegro).
The first movement, in A major and common time, be
gins with a short orchestral statement (or tutti) in which
the main thematic idea is stated within the first three
measures (Example No. 15) and is followed by a seven measure
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Example 15.

Concerto in A major, Seixas, Allegro m. 1-3.

Allegro
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passage that serves the purpose of establishing the tonal
ity.

The theme is exposed by the solo keyboard beginning
«•
in the tenth measure and extending through measure twenty.
Once again, the thematic material is contained in the first
three measures of this group with the remaining measures
serving a transitional purpose.

After the modulation tc

E major, the tutti restates the theme (E major).

Three

ritornelli— solo alternations of this type, with modula ;ions
to E major, F sharp minor, and A major— occur before tfa
final tutti in the tonic A major.
The second movement is an adagio in F sharp mint r
in which the keyboard expresses a concise, melancholic

and

lyric melody with very little orchestral accompaniment
(Example No. 16).
A lively gigue (Giga) in A major and 12/8 time l rings
the concerto to an end.

The movement bears a resemblar

ze

to the gigue belonging to Buldassare Gallupi's (1706-1755)
Sonata in D (Kastner 1947, p. 127).
Although the concerto is quite brief, and simple in
structure, it is interesting to compare its overall form to
the statements made by Quantz in his book about flute
playing (published 1752).
Quantz states that solo sections should not be too
short and that tutti section between them should not be to >
long.

The middle section, according to Quantz, should difi^r

from the first in rhythmic structure, meter, and tonality;
thus, a first movement in a major key, for example, should
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be followed by a middle movement in a related minor key.
Finally, the meter and musical ideas of the last movement
should be quite different from those of the first (Kolneder
1970, pp. 60-62).
Example 16.

Adagio

Concerto in A major, Seixas, Adagio m. 1-2.

SECTION VI
Performance Considerations for the Seixas Works
It is indeed a difficult task to provide a truly
authoritative guide for the performance of the music of
Carlos Seixas for reasons such as the non-existence of
original manuscripts of his works as well as the vagueness
and inaccuracies found in the existing copies.

The present

set of considerations, then, is not intended as a set of
rules for the performance of the music but rather as a
compilation of practices that were typical during the time
period under consideration and the manner in which these
practices apply to the music of Seixas.
Ornamentation
Dolmetsch indicates some important information on
the subject of ornamentation thus:
In modern music the ornamentation is practically
all incorporated into the text.
In the old music,
however, ornamentation is sometimes left out com
pletely, or somewhat indicated through the use of
conventional signs. The composer in either case
had prepared his music for the ornaments; if we do
not use them we are violating his intentions just
as much as if we altered his text (Dolmetsch 1946,
p. 88).
The Spanish and Portuguese music of the eighteenth
century does not contain many ornamental indications since
performers of the period were expected to embellish the
39
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music at their own discretion (Kastner 1950, p. ix).
Like the music of Scarlatti, the Seixas works are
not dependent on a codified system of ornamentation.

Many

of the ornamentations are written into the text, and are
generally limited to occasional trills and appoggiaturas.
The appoggiaturas are important embellishments that
enhance the harmony and melody.

In Seixas sonatas they are
In example seventeen

the appoggiatura is indicated by

which is a variation of

the eighteenth century notation of the sixteenth note.

Al

though it frequently represents a short appoggiatura it
bears no relationship to the modern grace note (Kirkpatrick,
pp. 368-369).
Example 17.

Sonata No. 35 in E minor, Seixas, m. 2-4.

In the Allegretto movement of Sonata No. 59 in A major
(Example 18), however, the appoggiatura is indicated

P

If the suggestions of C, P. E. Bach in his essay were to
be followed, the appoggiatura's duration could be judged
by the value of the note.

Yet, in the Adagio movement of

the sonata, the same rule would scarcely apply since the
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appoggiatura preceding the triplets (Example 19) should be
short.
Seixas indicates his trills by the signs tr and
which he uses interchangably.

m

'

According to standard prac

tices of the time, the trill began with the tone above the
Example 18.
m.

Sonata No. 59 in A major, Seixas, Allegretto,

11-12.

Example 19.

Sonata No. 59 in A major, Seixas, Adagio, m. 8.
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main tone (Bach 1949, p. 100).
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Sonata No. 59 in A major

contains some interesting examples of trills (Example 20).
Since the trills usually begin with the tone above
the principle note, there is no need to include the small
note unless the note stands for an appoggiatura (Example 20).
The trill in example twenty-one is followed by a
long, wavy line and in accordance with Kirkpatrick's
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findings, does not necessarily indicate a trill but rather
a sustaining of the note (Kirkpatrick 1953, p. 388).

A

trill, however, is not out of place.
Example 20.
m. 48-50.

Sonata No. 59 in A major, Seixas, Allegretto,

Example 21.

Sonata No. 35 in E minor, Seixas, m. 59-61.

Dynamics and Registration
There are no known records of the harpsichords that
Seixas played.

Evidence indicates, however, that instru

ments with 16' registers were non-existent on the Peninsula
and that most harpsichords had only one or two 8' registers
(Kastner 1950, p. x).

The choice of timbres available to
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the player, therefore, were three: the individual registers
and the sound of the two combined.
No registration indications are given for any of the
keyboard works.

Indications of this type were, in fact,

quite rare in eighteenth century music (Kirkpatrick, p. 283).
The absence of indications, however, does not preclude the
possibility that certain works were written with manual and
timbre changes in mind.
In Sonata No. 10 in C major (Example No. 22), for
instance, there are passages where the overlapping that
Example 22.

Sonata No. 10 in C major, Seixas, m. 81-90.
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occurs (measures 81-82) suggests the possibility of two
manuals.

The sameness of measures 86-89 suggest that an

echo effect— achieved by changes of manuals and use of
damper or buff stops -is desired also.
Consistent with the practices of the time, dynamic
indications are absent in Seixas works.

The only keyboard

work in which dynamic indications appear is the Sonata in
G minor.
In the Sinfonia in B flat the indication Fortissimo
and Forte appear once in the violin, viola, and bass parts.
No indication is ever given for the continuo instrument.
Tempo:
The tempo indication most frequently used by Seixas
is Allegro.

Other indications that appear occasionally are:

Adagio, Andante, Moderato, and Presto.

The indications such

as Andante Pastorale, Allegro Assai, and Allegro in tempo
di Minuetto are rarely used.
In his account of tempo in seventeenth and eighteenth
century music Dolmetsch states thus:
The proper tempo cf a piece of music is usually
discernable by the intelligent musician, if he is
in sympathy with its style and is very familiar with
the instrument for which it was written.... but must
guard against prejudice and tradition, for many a
musician who would be sensitive enough to the tempo
of modern music, will commit the most glaring absurd
ity when performing old music (Dolmetsch, p. 27).
This indicates that tempos in Seixas’ music should
not always be taken in a literal sense.

As with the Scar

latti works, the indications appear to have little bearing
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on the actual speed at which the piece is played, and in
many instances an Andante may be almost as fast as an Alle
gro.

The Allegros usually involve a greater amount of fast

harmonic movement within the measure whereas the Andante
involves broader and slower harmonic changes.

The choice

of tempo may be determined, then, by the movement of the
fastest notes and the movement of the underlying harmony
(Kirkpatrick, pp. 293-294).
The middle movement of Seixas' Concerto in A major,
for instance, bears the indication Adagio (Example No. 23).
When the broadness of the underlying harmonies are
considered in relation to the sixteenth notes in measure 4,
the Adagio indication (in a modern sense) does not appear
to apply, and a faster tempo must be adopted.
The Seixas minuet, for instance, is not subject to
strict tempo observation and many minuets bear the indica
tion of allegro.

Sonata No. 6 in E major, for example,

appears as an allegro in the manuscripts at the Lisbon
National Library whereas, in the Ajuda Library's manuscripts,
the title is minuet (Kastner 1947, pp. 89-90).
In Brossard's Dictionary of Music published in 1703,
for example, the following definition is found:
Menuet: Very merry Dance, which came from Poitou.
One ought, in imitation of the Italians, to use the
signature 3/8 or 6/8 to mark its movement, which is
always very gay and very fast. But the custom of
marking it by a simple 3 or 3/4 has prevailed
(Dolmetsch, p. 45).
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Example 23.

Concerto in A major, Seixas, Adagio, m. 1-4.
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On the other hand the Encyclopedie compiled ca. 1750
by Diderot and d'Alembert contains the following:
Menuet, kind of dance which the Abbe Brossard
tells us, came from Poitou. He says that this
dance is very gay and its movement very fast.
This is not quite right. The character of the
Menuet is moderate rather than quick. It may
be said that the least gay of all the kinds of
dances used in our balls is the menuet (Dolmetsch,
p. 46).
These contrasting definitions indicate that the
time period and the national origin of the movements-especially in dance movements— may be important consider
ations in the choice of tempo.
Phrasing and Fingering
Phrasing, as we understand it today, was the result
of the development of pianoforte technique.

Before this

development the only rules were to use good fingers for
good notes and to order the fingers in such a way that a
.

.

smooth connection would be ensured between the notes that
required it.

The phrasing suggested the fingering, and use

or correct fingering made incorrect phrasing almost impos
sible (Dolmetsch, p. 364).
Example 24.
m. 1-2.

Sonata No. 26 in A minor, Seixas, Minuet II,
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Phrasings appear very infrequently in Seixas works.
The few instances in which it appears it indicates the way
in which triplets may be played (Example No. 24).
Phrasings in Seixas works, then, are dependent on
the ease of performance that results from the use of proper
fingerings.

¥.
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SECTION VII
Summary, Conclusions, and Recommendations
The purpose of this research project has been to
present an anlysis based on all of the known keyb >ard
works of Carlos de Seixas.

An attempt has been n ide to

investigate the historical background of the worl s and
the performance practices of the time in order t > provide
guidelines for performers.
Sections I, II, and IV focused on the historical
background of the composer and the compositional formulas
he followed.

Section II studied the development of key

board music in general while Section IV studied the pro
cessed that led to the Baroque solo concerto.
Close attention was given to the Seixas £ Dnatas and
keyboard concerto in Sections III and V.

The st"uctural

and theoretical analyses have provided the neces sary infor
mation for the guidelines for performance set fo: th in
Section VI.
It has been shown that the Portuguese comp iser did
not trail his Italian and European counterparts.

The com

positions of Seixas' most important point of compa'ison,
Domenico Scarlatti, may have surpassed his in techi ical
advancements but not necessarily in matters of form and
style.
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In spite of limited information regarding the instru
ments that actually existed on the Peninsula during the
eighteenth century, it has been shown that Seixas' music
was conceived for a flexible instrument.

Many of the works

include sections that suggest two-manuals, changes in reg
istrations, and variety in dynamics.
A few indications have been made regarding the orna
mentation in the works of Carlos Seixas.

Common Baroque

practices allow for much freedom through the embellishments
to works of music.

The music of Portugal and Spain, however,

call for little ornamentation.

Furthermore, the rapid move

ment of figuration and abundance of written-in embellish
ments seem to make extra decorations unnecessary.
In matters of tempo and rhythm, the study shows that
like most other music of the Baroque indications of this
type were relative and seemed to depend on the instrument,
the performer, and tne circumstances.
The concerto for keyboard and strings appeared to be
an original product.

With no apparent precedents and though

in an embryonic stage, it anticipated the future Baroque
solo keyboard concerto.

It was indeed interesting to note

the parallels between it and the general requirements out
lined by Quantz in his book on flute playing for the Baroque
solo concerto.
The only available editions of the Seixas works are
those prepared by the Portuguese musicologist Macario S.
Kastner.

Those editions contain all of the known Seixas
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vorks but the possibility exists, however, that there are
nore copies of Seixas compositions to be found /ithin the
confines of Portuguese libraries.

The discovery of original

nanuscripts or even more copies could shed new light on the
extent of Seixas' musical development.

It is hoped that

nore research may be conducted in ,:his direction.
In conclusion, it is hoped that this study has not
only provided an analysis with performance guidelines for
significant keyboard works of eighteenth century Portugal
but that it has also brought to light the name of a composer
whose works are truly deserving of a place in the general
keyboard repertory.
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